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Young Wagner’s philosophy can be called a “philosophy of love”. Love, as a 
metaphysical necessity, menas all things in the universe inherently, with the the force 
of necessity behind them, aim for joining larger unit and through the larger unit 
achieving higher creation and their own fulfillment. The principle love is also valid 
in man’s history, by the end of which shall rise the world community boasting 
universal fraternity and, therewith great creativity. Moreover, the individuals of that 
community will treat their natural impulses, or as Wagner put it, “the purely human” 
or “the true needs” as their own religion. However, there is also a period of time 
when humanity lose their way, after some primitive ideal age, and before man finds 
his way back to the ideal they have to undergo the state and the cult of 
“understanding”, both of which are characteristic of his wrongs ways. But finally 
man’s humanity will make them realize the utter imporance of their own feeling and 
therewith their own nutural impulses, which in turn will guide them to their own 
fulfilments and to brotherhood and socialist society. With the return of man and 
society’s ideal the ideal of art returns, too. 
There are three categories in young Wagner’s poetics. Firstly, there is an 
description of the ideal art; secondly, there is a blue print of producing such an art; 
thirdly, there is a criticism of art history from the point of the ideal. The ideal art is 
drama, in which “beautiful and strong men” manifest and satisfy their purely human 
needs to the uttermost. On one hand, such art is the expression of the love and joy 
felt by the artists towards such men and such lives; on the other, such shows and 
expressions can be called religious, as they are called by Wagner, because the 
necessity of fulfilling one’s purely human inclinations is just supposed to be the 
religion of the future. The future artists are brotherhoods of artists, not individual 














love, which is based on their common purely human nature and common purely 
human artisitic impulses. All those commonalities enable the artists to sympathize 
their fellow poet’s artistic aim and thereby cooperate with each other unselfishly and 
closely to achieve it. Besides, there are certain other attributes in the ideal artist’s 
artisitic behaviors. Firstly his creation is characterized by spontaneity and 
improvisation, which inevitably means great creativity and freedom from formalism. 
Secondly, his art is focused on man’s inner feeling, not the objective outer world. 
Thirdly, his art always strives for the portrait of living man, which means drama is 
the necessary conclusion of all arts, and such drama is “the true poetry”, a 
combination of the “three humanistic arts”, music, poetry, and mime. 
From his own epistemology Wagner also infered some other attributes of “the 
drama of the future”. It is the art of the community, as only the art of a fellow 
community member can be fully understood by audiences of the community. It 
speaks to the feeling, not understanding, of the audience, and to do that the artist has 
to “emotionalize the widsdom” and make every thing he wants to show empirical. 
Watching a dramatic performance is supposed to be a process of man’s feeling 
aroused, interested, and satisfied. That means the dramatic action should be purely 
human ones, as the feelings are only interested in purely human actions, and there 
mustn’t be any disharmony in the action, and there must be as much harmony as 
possible in the expression, as harmony is also a thing that man’s feeling enjoys. 
What’s more, drama should speak in a united and whole language to the unity and 
whole of man’s sensuous perception. Concerning the relation between drama’s 
content and form, Wagner believes forms can only evolve from poetic aims and there 
should be no regulations of “lawful forms” in the process and forms in their own 
rights should be out of the question.   
Wagner proposed a rather detailed plan for “the perfected drama”. There are 
word-poet’s tasks and tone-poet’s tasks respectively in the plan. The word-poet’s 
tasks are “condensation”, “miracle”, and “strengthend language”. Condensation 














circumstance. Miralce means constructing the situation in such a way that the need 
becomes so strengthend that it causes a strengthened action. Strengthened language 
means making the words of the drama more purely human. That not only means the 
contents of the words should not convey the culture of “state-history-religion”, but 
also means the words be made more concise, rhythmic, and alliterative. The 
tone-poet’s tasks are song melodies and orchestra melodies. The song melodies are 
intended to emotionalize the words. The orchestra melodies provide stage 
expressions with harmonious support, which keeps the audiences in emotional 
intensity, and provide the audiences with “anticipation” and “reminiscences”. When 
the orchestra recollects and anticipates they use leitmotive. 
Schopenhauerian philosophy brought the double changes of Wagner’s ideas of 
the world and his ideas of art. Wagner gave up believing in humanity. Humanity now 
seemed to be driven by the Will, and being blind, more likely to bring madness rather 
than wisdom and happiness. Therefore, true religion is not belif in humanity, but the 
perception of the enslaving Will, on the basic of which man goes on a way of freeing 
oneself from the slavery. Wagner’s conception of music and music drama also changed 
in accordance with Schopenhauer’s aesthetics. Now the music is the reflection of the 
Will, or the thing-in-itself, and thus the highest reality. This qualifies her to be an 
absolute art. When music appears in dramas, her role was revealing the motion and 
force of the Will, while the role of the stage performance is giving the phenomenon. 
Therefore in music drama music doesn’t serve the drama, the drama simply serves the 
music. This idea of sovereign and absolute music was modified when in “Beethoven” 
Wagner started to speak of the poet’s perception of daydream-like spirits, which are 
supposed to be the direct reflection of the Will. Wagner proclaimed there could come 
into being a “perfect form of art”, or “highest work of art” if the artist could conceive 
such “spirits” and the “metaphisical” music successively.   
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